THE BATTLEFIELD IN TEXT AND IMAGE: REMAINS AND RELICS IN THE WORK OF COZETTE DE CHARMOY IN HER INTRODUCTION to
soldier/nurse, etc. Williams acknowledges that originally she set a gender divide for her own analysis, although she is careful also to emphasise that the work selected does not merely provide an "alternative" to a "mainstream, traditionalist" and indeed masculine view of the war experience; it is chosen because of its "directive and innovative quality." 6 As she writes:
It is a common supposition that women work only in opposition to the received, but many women war photographers work according to the same rules as men and produce the same kinds of photographs. The women whose work we are considering here have, in the main abandoned or subverted establishment parameters. But their work has been made, not just to present an alternative to a conventional history, nor merely to dispute the truth of photoreportage. They have looked at war and at the social catastrophe it produces in order to present what they see as important truths about society, and also to seek out the many different meanings which the photographic image can convey, the multiple ways in which it can be used. 7 Part of Cozette de Charmoy's own work is photographic, although the battlefield images on which I will focus here are do not belong to this medium. Three points made by Williams in the quotation above provide an initial framework for the analysis that follows, in addition to the issues of the omnipresence of war in the media and the role of memory already indicated, and concern gender, strategies of subversion in creative practice and forms of knowledge brought about by the war experience.
Firstly, caution is urged with the notion of gender and the relationship to war, although the recurring presence of the image of the battlefield in the work of woman writer and artist certainly needs further consideration. As John Keegan has written:
The `battle piece', as a historical construction, is as old as Herodotus; as a subject of myth and saga it is even more antique. It is an everyday theme of modern journalistic reportage and it presents a literary challenge which some of the world's masters have taken up. Thirdly, the nature of war, the "social catastrophe" it provokes and the ways in which a meditation on these might lead us to "important truths about society", and indeed to an understanding of humanity, are intrinsic to her project. As de Charmoy herself says, her attention to the battlefield has the aim of communicating a "universal" meaning, "to convey the horror of all wars". 13 Artistic creation is a form of "knowing" rather than "seeing". It is Cotignola's expression of "pity, regret, sorrow, horror" and indeed the "knowingness also of the horse" in this painting that haunts her imagination. 25 Essential for the construction of her own battlefields, this is an image set both in time and out of time, as in her own work where the fifteenth century battle is juxtaposed with the Second World War to create a universal experience.
War and the workings of memory

Men in armour (or what remains of them)
The origins of de Charmoy's battlefield on canvas produced in the late 1980s can be traced back to drawings of armour and paintings of helmets in the early 1960s, images that were to be produced alongside the multiple drawings and paintings of hunters previously alluded to as recurrent figures in her work. This interest in armour is generated by a fascination for images of medieval European and early Japanese armour, and for medieval texts recounting the legends of Charlemagne and Roland, together with Viking, Norse and Celtic mythology and Arthurian legend. 26 The timelessness of certain figures and myths, and the juxtaposition of ancient and modern warfare are essential for this personal iconography.
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It is also the construction of the armour that is a source of fascination, and the composition and construction of de Charmoy's main battlefield canvas will now be considered. Although in the quotation above the artist herself stressed the human emotion evident for her in the expression of Uccello's Micheletto da Cotignola, critics have noted the "geometry" and the "mathematical development of shapes" in the composition. 28 While the sense of "commotion" in the army is represented, the chaos so frequently described in battlefield scenes in both text and image is given a "rhythm". In the Uccello panels therefore, the artist imposes order on chaos, and in doing so arrives at an abstraction yet retains human experience. This is essential, for again as John Keegan has noted, the visualisation of "battle pieces" risks cliché as much as does prose, writing of Agincourt: "Visually it is pre-Raphaelite, perhaps better a Medici gallery print battle -a composition of strong verticals and horizontals and a conflict of rich dark reds and Lincoln greens against fishscale greys and arctic blues (…) It is also a story of slaughter-yard behaviour and outright atrocity." 
AVEC LES VESTIGES LES SONS LES ECHOS LES ODEURS LES COULEURS DE TOUTES LES GUERRES DE CETTE PLANÈTE MAUDITE 32
The proliferation of war and all the terms associated with it that the artist/writer refers to in discussion find their full force in a creative outpouring (see Fig. 3 ) 33 The litany continues with specific historical wars: the Thirty Years War, the Hundred Years War, the Wars of the Roses, the Trojan Wars, the Crimean war, the Boer War, the Punic Wars… going on to `types' of war: racial, colonial, just, defensive, local, world, preventative, germ, desert… All these `war words' are enmeshed, English and French tumbling out together, a seemingly never-ending vocabulary that war has engendered: war-craft; war-dance; war babies;
war-songs; war-lords; war-mongers; war-paint; war-cries; finally all these "wars of words" finish up in a subversion of the children's rhyme:
MAKE WAR HOT MAKE WAR COLD MAKE WAR IN THE POT NINE DAYS OLD
Going down with this last iceberg is: "all the detritus and all the debris of the world", including the "Battlefieldlist" and "Champdebataille". 34 The original English version of "Battlefieldlist" dates from 1970, thus prefiguring the large canvas already discussed, and prints of both this and the French "Champdebataille" were produced in 1995 in Paris by the Éditions Loup. 35 These `monumental' visual texts are also given form in sound, in the human voice, when the poet reads them aloud at poetry events, transformed for this purpose into long rolls of paper that are gradually unfurled as the litany progresses. The aim is to communicate "stress, tension, anguish", and she attempts a monotonous, staccato ("gun-like") delivery. Both texts eventually end in SILENCE: "Silence is the sharp contrast to what went on before. It is important to bring back the listener/looker to the beginning which is the end. To reflect. It is the dead, the wounded, the grieving, the wondering why. Yet again on this earth a massacre." 36 The visual texts end in silence, like that after the bombing in Silence Silenzio or before the battle in the Uccello canvas.
Both in English and in French, these texts were conceived as a naming:
"name-calling, like a list of victims, of war dead, of battle won or lost."
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Despite an apparent initial similarity, the French version appears at first to be a `self-translation', in reality it is another creative experience.
The English version is over thirty words longer (the original is in fact physically longer than the French version, although the 1995 prints were produced as the same size by making the typeface slightly smaller). Some "unnecessary" words were thus eliminated on reflection from the second, French version; while: "certain words were essential, unavoidable, nearer the beginning" (see Fig. 4 and Fig. 5) . 38 In the action of reading aloud, it became clear that sound and rhythm were also important, and the melding of all aspects of the creative process, the verbal and the visual, the sound and the gaze reflect the multiplicity of experience that these visual texts represent. yes, it is intensely sad and human." 40 We might read this in the light of Kristeva's analysis of the abject to which a number of writers on the human body and war have turned. As Christina Jarvis writes:
According to Kristeva, the abject marks the boundaries of subjectivity; it registers the limits of the human universe, demarcating the realm in which humans stray into the territory of the animal, the nonhuman (…)
Certain bodily fluids such as blood, saliva, urine, and faeces, Kristeva argues, can be viewed as the abject because they traverse the boundary of the body. These fluids not only `collapse the border between [the] inside and outside' of bodies but also, through their culturally marked status as pollutants, threaten the body with illness or death -the end of subjectivity. 41 War produces, as Jarvis notes: "alternative or `abject' masculinities that exist alongside and in opposition to dominant cultural representations." 42 We can take this further using de Charmoy's work as an example.
Abjection disturbs not only physical and cultural constructions of male identity, it disturbs other culturally constructed systems of order. As Kristeva concludes, abject knowledge prepares the demystification of Power, lays bare the: "the cunning, orderly surface of civilisations, the nurturing horror that they attend to pushing aside by purifying, systematising, thinking; the horror that they seize on in order to build themselves up and function." 43 Kristeva is writing about the knowledge of the psychoanalyst, but she also insists on what she calls literature's:
"sacred power of horror". As she writes: "literature may also involve not an ultimate resistance to but an unveiling of the abject; an elaboration, a discharge, and a hollowing out of abjection through the Crisis of the Word." 44 The canvas, as we have seen, is filled with body parts. The detritus and discharge of bodies punctuates the visual texts -"torn flesh", "cadavers", "putrified legs", "dismembered breasts", "entrails", "spilled brains", "rotted testicles", "dried blood", "dried urine", etc. Yet these are far outweighed numerically by objects whether evoking military, political, institutional or family life, work, leisure, religion, childhood, adulthood, femininity, masculinity, food, art. In the title of the English version the `list' is stressed, and we might expect the text to be a list of names standing in for missing bodies as on First World War memorials.
Such lists however, sanitise the actual experience, just as statues of heroic soldiers show: "no mud, no lice, no blood". 45 In the slightly different French title the battlefield itself is the focus, emphasising the physical landscape of war.
In de Charmoy's visual texts, however, objects, and indeed words as objects, stand in for the bodies of the dead. The objects that remain take on the human tragedy. While there is insistence certainly on the universal experience of war and suffering, unlike the canvas and drawings, these objects that dominate the space are those of twentieth century life; and more particularly of post-industrial revolution, consumerist, materialist life. The presence of the human body that made, used or owned the artefact remains within that object. 46 Human bodily power and weaknesses are projected into external objects, and these objects become the projection of the human body. Body parts have their equivalents in the external world (eye/camera; skin/bandages; phallus/rockets, etc.) 47 ; as do emotions (love/birthday and anniversary cards, for example); as do life (birth certificates) and death (death certificates). The object becomes, in every sense, a relic.
Elaine Scarry has demonstrated that the "structure of war" and what she terms the "structure of unmaking" is one subject. It is obvious that torture and war are acts of destruction and "entail the suspension of civilisation (and are somehow the opposite of that civilisation)"; less obvious is that:
[…] they are, in the most literal and concrete way possible, an appropriation, aping, and reversing of the action of creation itself. Once the structures of torture and war have been exposed and compared, it becomes clear that the human action of making entails two distinct phases -making-up (mental imagination) and making-real (endowing the mental object with a material or verbal form) -and that the appropriation and deconstruction of making occur sometimes at the first and sometimes at the second of these two sites.
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War unmakes and the artist makes. In the "Battlefieldlist", human experience is "made real". As manifestations of battlefields the canvas and the visual texts are apparently very different. What links them however, is the reality that in the act of war, the human is destroyed, but what remains is nonetheless intensely human. As Scarry suggests: "we make ourselves visible to each other through verbal and material artefacts", but the: "derealisation of artefacts may assist in taking away another person's visibility." 49 The poet/artist ensures that the human remains visible through making available a shared experience:
"objectified in language and material objects" which are the marks of human experience. 50 In official discourse or monuments, death and destruction, "unmaking", are only symbolically evoked; they do not explore modern war's impact on the body. 51 Cozette de Charmoy's re-inscribes the original site of the wound, the body. 52 More than this, her work on the image of the battlefield seeks to subvert the system that ensures not only the continuation of war, but the roles we are forced to play in that system. 53 
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